1. The musicality of the theatrical event has in many cases gained a great deal of autonomy over previously central guarantors of sense, coherence and structure: the 1 I would like to thank Nita Schechet and Jessica Berson for their patient advice and meticulous corrections. All remaining flaws, however, are mine. 2 'A good theatre production is like a good pop song '. www dramatic text and the dramatic character. This does not mean that musicality and dramatic text and character are mutually exclusive but that musicality imprints itself with greater weight in the aesthetics, meaning-making and perception processes of a production.
2. In comparison to a more implicit, 'subcutaneous' musicality, that any form of theatre could rightfully claim, the past one or two decades have seen a shift towards a more explicit and self-reflexive use of music, musical parameters and forms. There has been a stronger emphasis on the musicality that is inherent in theatrical speech, movement, sound and structure. This shift manifests itself in the production processes of theatre as well as in the performances themselves and has therefore been seen as increasingly relevant for contemporary attempts on performance analysis.
3. The last several years have seen a variety of changes in the production habits and possibilities of theatre. New technological developments have given practitioners real-time control over many and various sound effects generated by the actor's voice; samplers and trigger-microphones and micro-ports have revolutionized the interplay between movement and stage, body and sound. And new artistic collaborations and interdisciplinary artistic self-images have been forged: it is very common for a German director nowadays to either to work continuously with the same theatre musician (Sebastian Nübling/Lars Wittershagen, Michael Thalheimer/Bert Wrede) or to be both director and musician/composer himself, in the manner of Goebbels, Marthaler, Pucher or Tsangaris.
In this article I would like to distinguish and exemplify a number of types of musicalization in contemporary German theatre, different levels of explicitness and various strategies of musicalization in the making of meaning and experience. I will look at the impact and the implications of musicalization on theatre on three not al-ways clearly separate levels: 1. musicalization in the devising or rehearsal process; 2.
musicalization as an organizational principle of performance and 3. musicalization and the perception process. I will argue that in 'Sprechttheater' (i.e. 'spoken theatre' as opposed to music-theatre, opera, ballet etc.) musicalization operates on these three levels. It shifts focus toward a different understanding of the creative processes of theatre, it sets a different performative register and an alternative structural coherence of the theatrical event and aims at different ways of engaging audience perception and reception. This approach is new, insofar as it reinvents and reassesses theatre from a musical perspective. It is also old, as there is a clear succession from the unity of song, dance and recitation in ancient Greek theatre, via the 'synesthetic visions' 4 in pursuit of a theatrically total art work from early romanticism to Richard Wagner and beyond, via a variety of attempts in the historical avant-garde undertaken by Appia, Artaud, Craig, Meyerhold, Tairov and others, to contemporary theatre.
Musicalization takes theatre beyond the text as a primary guarantor of structure, narrative and sense and beyond the spoken word as the dominant materiality, but it cannot easily be set against text in a simple 'sense or sensuality' dualism. Musicality, I
will argue, interacts in several diverse ways with the traditionally dominant elements of theatre: the character and its utterances. Musicalization can reassess and recontextualize the text, enhance our understanding of it, affirm and contradict it, simplify or obstruct our understanding and -one of many possibilities -replace it.
II.1. Musicalization and Process
Musicalization has become not only a striking feature of contemporary theatre performances in Germany, but is also often salient within the rehearsing and devising very often follow a minutely and meticulously shaped succession of numbers: solos, ensembles, choirs, choreographies, that make ample use of repetition and variation.
8 Despite having been premiered at the Theatre Vidy, Lausanne (Switzerland) and being performed in French, Frankfurt-based Heiner Goebbels' work has been presented extensively in Frankfurt and Berlin, hence its inclusion here in the context of contemporary German theatre. 9 For a list of his productions to date see: www.goethe.de/kue/the/reg/reg/mr/mar/ins/enindex.htm.
Thus exhausting their informational, narrative or discursive potential quite quickly, the repetitions soon draw attention to the musical structure of the performance and allow for frequent re-assessments of the repeated performative elements. At the same time Marthaler's performances are truly polyphonic in the sense that several 'voices' (in this case: individual actor's performances) co-exist in a well-organized and yet independent and non-hierarchical simultaneity of events. Marthaler thus encourages the audience to become 'flâneurs' (strollers, idlers), visiting and re-visiting the same places and people, exchanging the same glances and remarks purposelessly.
In his most famous production 'Murx den Europäer' (Berlin 1993), which has been running at the Volksbühne for thirteen years now, Marthaler presents an ensemble of isolated, deranged, dysfunctional characters onstage, seated individually at scruffy tables 10 , caught in an inescapable sequence of events: telling dirty jokes, having tea, queuing for the bathroom, exercising physical violence, waiting. The precise attention Marthaler pays to the degree of repetition and variation, the alternation of phases of standstill and phases of agglomeration of events and the mesmerizing transition the actors frequently undergo from isolated, malevolent individuals to a beautifully and harmonically singing a-cappella ensemble utilize the duration and redundancy of 'Murx' to forge a greater musical structure. There is no dramatic progress, no narrative to speak of, no differentiated character psychology unfolding, but Marthaler creates a situation that allows for a heightened attention to the small, the banal, and the marginalized. Without ever mentioning politics, the GDR or German reunification, Murx paints a precise picture and serves as an echo chamber in which many of the unarticulated sentiments of its time reverberate. On stage I try to blur or even break the identity between speech and speaker in order to make the 'speaker' disappear. There are two reasons for this: first, to rescue the language, to develop the hearing of language independently, and second, to acquire an actor who can not only physically elaborate what he or she has already said but who can present himself or herself as an independent body -to arrive finally at having two bodies: the text as a body and the body of the actor. This can be achieved by using radio-mikes on stage, but also by strict stage directions such as: do not reiterate the movement of the text with body movements or with gestures of the hand, do not echo the contents with the enunciation by saying, for instance, 'bbbloodd' and 'sssworddd' instead of 'blood' and 'sword' to make it sound more violent. It is a common mistake amongst actors not to trust an understanding of words but to believe that through over-illustrating the sounds the narrative will be somewhat enriched. 14 And Cornelia Jentzsch adds and summarizes: 'Heiner Goebbels läßt in seinem is not necessarily stringent or closed or followed by some kind of conclusion.
When half an hour later André Wilms leaves the theatre followed by cameraman Bruno Deville, and his taxi journey through the respective city in which Eraritjaritjaka is performed that night is being projected on the façade of a large white house on stage 18 , Gavin Bryars' String Quartet No. 1 seems to function primarily as film music. There is a slight twist in this particular 'film music' as both the film and the film score are produced live -the musicians play live on stage and the video feed of Wilms" journey is initiated in front of the audience and never visibly interrupted or cut. 19 .
Heiner Goebbels also provides a second hint that the audience shouldn't take for granted the seemingly conventional relationship between music, stage, and acting that the intimated genre affiliation seems to conjure: He does this by projecting onto the aforementioned façade, which has four black double windows, and by placing the quartet's cellist in front of the bottom right corner of this façade 20 ; as the windows cut holes into the projected image, one is constantly reminded of the gaps in this cinematic experience, and as the audience's gaze darts from the magnified face of André
'As if four sensible people are having a conversation with each other' (my translation).
18 See photographs of the production by Mario Del Curto and Klaus Gruenberg on www.heinergoebbels.com/. 19 We learn only later in the performance that the taxi-journey -despite its efforts to come across as a live-feed -must have been produced prior to the performance. 20 Although there is no photograph of this particular scene on www.heinergoebbels.com, the existing but by releasing it into a playful multiplicity of conjunctions and confrontations. Heiner Goebbels takes this idea even further by extending the musical process of de-hierarchization to virtually all constituent elements of the theatre, including lighting, sound design and video. He also reflects this approach more explicitly as the attempt to elicit critical awareness, maturity, and self-determination in the audience.
II.3. Musicalization and Sense(s)

Politik des Theaters ist
The strategies of de-hierarchization, to which Goebbels is committed in his collaborative devising processes as well as in treatment of his material(s) are intended to spill over to the reception process:
Alle Goebbels argues against dissolution of the individual arts and 'voices' in a total work of art aesthetics, and for a kind of interplay that allows them to assert themselves in 'einem kontinuierlichen Schwebezustand gehaltenen Präsenz' 28 ('a presence that is held in a constant state of suspense'). This, according to Goebbels, then allows for a theatre of experience, the 'success' of which is the shared responsibility of artists and audience.
The idea of the musical score and the principles of polyphony allow Marthaler, Goebbels and others to offer their theatrical material in new ways that are less logocentric or character-driven. Another very common strategy in the attempt to 'take aback and widen the perception' 29 is the musical approach to duration. Directors like Marthaler and Schleef (and René Pollesch, Frank Castorf, Michael Thalheimer etc.) introduce elements of repetition, extreme tempos (retardation/acceleration) or explicit rhythmicality into their work beyond a narrative or character-based motivation or justification.
Duration
Klaus Dermutz' monograph on Christoph Marthaler bears the title: 'Die langsamen Menschen sind die besonderen Menschen' ('Slow people are special people'). I would argue that a political or moral attribution given a certain tempo -as in this title -is by no means coincidental. Marthaler's work has repeatedly employed slowness as an aesthetic feature as well as a reflection of a conscious resistance to a society where speed and acceleration have become major aims and achievements. In an interview 30 he said, he observed that more and more people seem to be pushed aside by the centrifugal powers of our time and so fall off the fast-spinning carrousel, and that it was precisely these people he took an interest in watching, studying, and putting on stage as characters in his theatrical inventions.
Marthaler's choice of tempo and his refusal to develop theatrical situations in a conventional narrative way create a sense of exposure. The audience feels exposed to a different experience of time, but at the same time the theatre reveals itself as a kind of slow motion replay to its audience who are thus granted time to listen, watch and study in detail. Michael Thalheimer or René Pollesch do on the faster end of the scale. In the rhythmical over-or undercoding that these techniques of musicalization result in there is also a fundamental critique of the teleology and causality that are suggested in most areas of life. The football playing boys in Schleef"s Ein Sportstück, for example, who play for almost eight minutes with no detectable relevance, aim or intended pun or the "laughing old man" that appears in several of Marthaler"s productions and takes ages to set up a few microphones both irritate our habitual expectations about narrative or performative efficiency. In a theatre where repetition, pauses, silence, lack of focus, multiple characters and a circular sense of time predominate, the audience finds itself confronted with fragmentation, contingency and a necessity to endure that probably corresponds more aptly to their individual experiences of daily life than does the latest well-made play or telenovella. A seemingly abstract use of musical principles thus transforms into a highly accurate reflection and questioning of the concrete ways we experience our environment. In this sense, musicalization is brought into play in contemporary German theatre as a means of thematizing audiences' expectations and their co-production of coherence by dissociating both from their traditional 'provider': the dramatic text.
Expectation / Coherence
As music is an abstract, mostly non-referential "language", it is to be expected that musicalization in theatre will also result in changes in the audience"s traditional expectations of theatrical communication. When Marthaler abandons structuringsystems like narrative, story or character development in his devised productions 33 and replaces them with a dramaturgy of (musical) numbers or "acts", the audience is encouraged to ask different "why?" and "what was that for?" questions than those they are used to. The necessity for a certain scene or action may well be predominantly musical and a concern about its psychological motivation would be misleading for both the performers and the audience.
At the same time, theatre is never as purely abstract and self-referential as music can be. And convention will always make us approach a theatre space with a different set of expectations of causality, coherence and narrativity than those with which we approach a concert hall. Musicalization on the theatrical stage questions and plays with those expectations, offering new cohesive strategies and elements: the investigation of voices, the musical development of a visual or acoustic motif, the experience of time, or the sonority of space, for example. At first sight, the inclination of a theatrical event towards the self-referentiality and self-reflexivity of music is a liberation and thus challenge, widen and reflect on their own modes of perception and observation. At the same time, musicalization in the theatre will always deal with concrete spaces, bodies, texts and para-texts that almost inevitably make it into a kind of "programme music" 34 . Meaning and coherence can thus be reintroduced though the back door by making use of the connotative referential potential of music.
Let me give two more examples: In Marthaler's Stunde Null (Zero Hour), a production based on the difficulties of commemorating the fiftieth anniversary of the end of WWII, Graham F. Valentine launches into a long speech, that is collocated from 34 Here the theatre situation provides what Liszt, who introduced the term programme music, characterized as a "preface added to a piece of instrumental music, by means of which the composer intends to guard the listener against a wrong poetical interpretation, and to direct his attention to the poetical idea of the whole or to a particular part of it." (Cit. in Roger Scruton, "Programme music", Grove Music Online, ed. L. Macy, http://www.grovemusic.com, accessed 14 May 2007. decrees of the Allies in English, French, Russian and German and sound poetry by Kurt Schwitters. As his speech becomes more and more nonsensical, turning towards gibberish and pure vocal sound, it actually makes more and more "sense", shifting from bureaucratic jargon, meaningless in its edited form, to a vocal evocation of the war"s soundscape (through the syllables of Kurt Schwitters: trucks, machine-guns, bombs, crackling radio reception, etc.), which becomes easily comprehensible as an eerie echo with a fifty-year delay. 35
In Einar Schleef's Verratenes Volk the rhythmitized choral delivery of passages from Alfred Döblin's novel November 1918 makes it deliberately difficult to follow the text in a discursive way. However, the friction between the revolutionary impetus of the choir (the military tone of multiplied and rhythmically organized voices) and its rhythmic shape (the increasing rhythmical stumbling, the often counter-semantic phrasing, the uneven metric accentuation) "makes" the audience read the text against the grain and "tells" us that the ostentatious self-confidence of the revolutionary masses is in fact quite questionable. 36
III. Conclusion
Musicalization, it appears, is more than merely a new fashion on the German stage, more than just a different 'wrapping', more than old wine in new barrels. It profoundly changes ways and techniques of theatrical production, introducing new dramaturgies and structure to the theatrical performance and challenging the expectations and meaning-making processes of the audience.
In short, musicalization may modify existing forms of theatrical fabric or even invent new ones. However, the implications of this have not yet been fully absorbed 35 For a more detailed analysis of this scene see Roesner, Theater als Musik, For a more detailed analysis of this scene see Roesner, Theater als Musik, pp. 215-6.
